The drama of the incommunicability of the experience of God is today perhaps one of the greatest problems that present day theology must confront if it wants to establish a sincere dialogue with contemporary thought. It is possible that the question of God's existence has disappeared from our culture. But we must admit that the question now reformulates itself with the paradigm of "how to speak about God?" I think that the present moment, marked by its incommunicability, is that fleeting moment to be caught in order to derive some answers to the challenges of the present time which make clear that also in incommunicability it is possible to think about and speak about God.
The difficulty of communicability has also characterized the life of contemporary art. The destruction of formal language has led to the development of a non-formal art, which is basically incommunicable. But this phenomenon, in art, is a sign of modernity and has become a very positive element for the development of thought and of dialogue between art and the present world. Music, as eminently contemporary art and certainly evasive, represents a privileged area of study of this phenomenon and is an ideal model for * Prof. Dr. D. Jordi-Agustí Piqué i Collado OSB, Benedictine monk of the Montserrat Abbey, Catalonia-Spain, Dean of the Pontificio Istituto Liturgico, Roma, Italy, Invited Professor in the Facultat de Teologia de Catalunya, Barcelona, Spain. Address: Pontificio Istituto Liturgico, Piazza Cavalieri di Malta 5, 00153 Roma, Italia; analysing this process by which one can initiate its moving towards a dialogue between our contemporaries and the aesthetic experience.
To visit contemporary art theologically and concretely, music is an exercise that is to be taken into consideration when one wishes to offer a word about God to our world and to men and women of today. I believe that the art of music is among the artistic expressions that the more music approaches the transcendent experience, the more it merits attention from theology and also from culture.
The relationship between theology (understood as an attempt to speak about God) and music (as an attempt to speak, with its own language, about the deepest emotions of the human heart) could reveal itself as a way to discover the mysterious-symbolic presence of God which reveals itself 1 . The excess, the "more", the capacity to evoke which music possesses (either through its own particular tongue or through its non-material, non-corporeal communicability) can be considered as an important element for the experiential understanding of Mystery 2 . The study of the relationship between theology and music as aesthetic language of the perception of Mystery, even if it is not new, is one of the most forgotten chapters of contemporary theological knowledge 3 . In fact, to think of music as a phenomenon is an objective of aesthetic philosophy. But the question is: can one propose music as a theological element? I think that it is necessary to think of music as an "idea", as a source of thought and not just as an aesthetic phenomenon. Otherwise, the theological dimension escapes reflection and one thinks of music only as an element -yes, as aesthetic, but also as intangible and thus incapable of being analysed. This possibility remains only if one considers music as experience, as a sensible object and as an empathic element that can lead to experience.
1 Elmar Salmann, Presenza di Spirito, Padova 2000, p. 493. 2 Balthasar affirms: "Beauty will return only when, between transcendent salvation, theology, and the lost world in positivism and in ruthless coldness, the force of the Christian heart will be just as great from experiencing the cosmos as revelation as from an abyss of grace and from incomprehensible absolute love. It is not simply «belief» but «experience»". Hans Urs von Balthasar, "Rivelazione e bellezza" in: Verbum Caro, Trad. Giulio Colombi, Brescia 1985, p. 109; idem, "Offenbarung und Schönheit" in: Verbum Caro: Skizzen zur Theologie, Einsiedeln 1960, p. 116. 3 Jordi-Agustí Piqué i Collado, Teología y música: una contribución dialéctico-trascendental sobre la sacramentalidad de la percepción estética del Misterio. Agustín, Balthasar, Sequeri; Victoria, Schönberg, Messiaen, Tesi Gregoriana, Serie This experience, also liturgically and sacramentally, can lead to an experience of God, and thus to the attainability of a certain grace, namely to an experience which itself is sacramental. In order to give foundation to my proposal, in the first place I pose the question of music as metalanguage, and therefore as a suitable way for the experiential opening towards transcendence. It is the aesthetic-philosophical dimension of music.
In the second place, I propose a phenomenological-anthropological approach. In "Sensibilité et Raison" Helmut Plessner characterizes modern philosophy as guided, led by that which is timeless 4 . In the third part, I will formulate some proposals directed towards developing theologically the field of aesthetic experience as an area of knowledge of the perception of Mystery (what some designate a theology of aesthetic beauty) in my case focused on the art of music. At the end, I will present some conclusions.
Music as metalanguage (Aesthetics and Philosophy)
Aesthetics asks itself repeatedly about the true and proper condition of music as language. In reality, there is no universal music. There are specific pieces of music that belong clearly to a phase of a composer, of a culture, of modes and of concrete and specific visions 5 . Christianity, at least in the West, has marked the development and the understanding of music as a language. In reality, Christianity has always taken musical forms, in particular the sung word, in order to diffuse its own ideas and to celebrate its liturgy. The semantics of music will adapt itself to a particular understanding of the adequacy music-word/music-Word. Music, on the other hand, has always been associated with the movement of "affections", of sensitive implication, and for this reason has been considered by both philosophy and theology as "ambivalent language" 6 .But music and theology move about in a common field of ineffability. The subject matter of theology is the Ineffable. Music is characterized by its own ineffability. Can they therefore be considered languages of transcendence which find their union in the area of experience -either sensitive or aesthetic -of the ineffable? Some voices in philosophy are critical when they try to define music as a language. Some contemporary authors confess their difficulty in openly taking into consideration music as expressive language or referring to so-mething outside of its aesthetic content. Suzanne Langer affirms that music, while being a singularly artistic language, is only one symbolic form of expression. On music, this author affirms: "its life is articulation but without asserting anything, its characteristic is expressivity, but it is not expression" In these three composers, the relational dimension and the hermeneutic of music with respect to the Word are materialized in the significant use of three eminently contemporary formal elements: time, form and the senses. All three combine in a contemporary musical language that makes them characterizing elements by their absence/presence. They fall within the areas of attention to time, attention to form and of special attention to the involvement of the senses.
In their music, Messiaen, Pärt and Penderecki -each one in their own style -have underlined the category of temporality with their destruction, or rather their three-dimensional re-elaboration. The form takes in each one a minimalist aspect that avoids out-dated formal structures, and the form is located in the microstructure of a musical architecture proper to contemporary art. And again, the relationship with the senses focuses on the sound impression of hearing (and of vision in Messiaen) searching, through the resources of timbre and dynamics, sound empathy, in spite of the comprehensive difficulties of the harmonic-aesthetic discourse. With these three elements, all three composers interpret the Word hermeneutically, leading to an empathic Messiaen (1908 Messiaen ( -1992 am Schnittpunkt von Theologie und Musik, St. Ottilien 2008, p. 104-125. understanding which goes far beyond any explanation, but always with a contemporary aesthetic discourse.
I think that with these few elements one can learn the metalinguistic meaning of music as language because it leads to an empathic understanding of the Word in music that goes beyond simple aesthetic contemplation 12 . Vladimir Jankélévitch puts it as follows: "music can create the state of grace that one cannot obtain through pages full of poetic metaphors […] this hearing makes us feel, revealing unexpectedly, the ineffable, the invisible, the imperceptible" 13 .
Phenomenology and Anthropology

Plessner: An Anthropological Approach
Before we venture into the theological consideration of music as language of transcendence, it seems to me methodologically precise to analyse anthropologically the elements thus far described, taking into account the fact that they are oriented towards an expression which leads to the perception of meaning, of the unconditional and of Mystery.
Helmut Plessner 14 defines some points which may be of interest for our work. He studies the relationship between music and time. He also examines the utopic tension towards fulfillment. And again, a third element studied is the oscillation between language and emotion.
12 Enrico Fubini expressed it this way: "There is an undoubted yet problematic relationship between music and verbal language, which for centuries philosophers sought to highlight and which would have perhaps advanced the hypothesis that music brings to light, highlights, underlines and reveals that which in language is suffocated or remains in a latent state", E. Fubini, Estetica della musica, p. 32. 13 Vladimir Jankélévitch, La Musica e l 'ineffabile, Milano 2001, p. 101-102. 14 H. Plessner, "Sensibilité et raison", p. 131-183. Plessner follows the problems of the limits of man between construction and expression not only in the social dimension, but also in the objective dimension. His "aesthesiology of the spirit" (1923) and his "anthropology of the senses" (1970) demonstrate the preliminary presentation that the senses, in their specific differences, produce through the cognitive orientation in the world of a living being positioned eccentrically. Thanks to the senses which ensure the perception of the corporal state, each being is placed in contact with itself; thanks to sight, one is structurally placed at an objective distance against natural data; finally, thanks to hearing, one is structurally synthesized in vibrant resonance. Positioned eccentrically between body and spirit, man is capable of sensitive intellectual abstraction, without being able to give up on it. On the contrary, he constricts the various senses to additional service (in mathematicized geometry, in figurative art, in music) and also delves into the extremes of distance and resonance. Thanks to these extremes, man can see himself attached to the work of the construction of an artificial "unity of the senses", where language constitutes a precise intermediate position between distant representation and expression.
In "Sensibilité et Raison", Plessner characterizes modern philosophy as led, driven from intemporality 15 . The problem is in integrating feeling and reason in the understanding of the historical nature of man. The senses (to the extent that they allow "impressions") are presented as means of access, like open windows, that find support in that which the senses experience 16 . One of the characteristics of being human, according to Plessner, is that man is able to recognize the invariability of a reality, which apparently is changeable, and which remains profoundly rooted in something other than him. But the question can be formulated with great fervor: how is this knowledge possible for man if the means of approximation to reality is not measurable?
17 Plessner responds to the question by connecting directly to that which he calls feeling and reason:
At least there exists a possibility of explanation. It is that reason might make this necessity (to recognize reality, experience it) a virtue, in the manner in which the sensitive pathways of access to that which is real are "objectively" open to man, either thanks also to the internal correspondence of the senses and to the motor potentials of the body, or through an internal correspondence between these motor potentials and intelligence 18 .
Therefore, one can then highlight the correspondence between intelligence and feeling. Plessner understands language between the elements which contribute to the interrelation between sense and reason. He writes: "in particular, language is possible only where the body is not in itself only a medium of expression, but an objective expressive material"
19 . Man cannot break the links that connect sense perception (through a sense organ) and the object. Plessner uses some themes that speak of "coloured and sonorous reality" as primary objective for the perception of the reality of an object to directly penetrate into the interior of "oneself ". Our author observes that the problem of the relationship between the sensible and the rational has been little and rarely studied within philosophy. The reasons for this can be analysed from positivism and from Kantian criticism, above all under the aspect that maintains that perceived phenomena cannot be reduced scientifically or mathematically, and therefore are not negligible; and also from a modern philosophy that overestimates genetic knowledge, that is knowing the facts starting from themselves to the extent that they relate to man, rather starting from the progress of science, industry, art, psychology, physiology that demonstrate "the living person" that is in contact with the world through the «In-der-Welt-sein» senses 20 . In the second part of his article, Plessner analyses the role of perception and its actions as a mediation of meaning. This is where the field of work that I propose lies. Among the higher senses, Plessner situates "hearing and sight". Hearing was the least considered of philosophy. Man, in fact, bases his perception in the visual and also manual field:
The principle of rational practice is universal and intolerant. It transforms everything, all the senses into a source of perception, all the forms of comprehension into ways of access to reality, all the forms of motion into signals and means begun in order to dominate nature 21 .
Music, which is developed as a language and this in a spring of emotion, develops within time and space, between the expressions (Ausdruck) and the signified (Bedeutung). Plessner affirms:
There is no manifestation, if not some possibility of perception, but there is no manifestation without the insertion of that which manifests itself in a sign and without communication of the sign.
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Man realizes this materialization in all the ample forms of creativity, art, religion, but also in the most daily of activities, the principle ones being language and play. But:
This analysis of the expression entails per se, if it frees itself from the apparent dominance of exact symbolism and of language in the ordinary sense of the term, an examination of the possibility of incarnation (of intention) 23 .
Feeling is conceived as a medium of expression in so far as speaking and making oneself understood are oriented towards this expression. But Plessner shows that one ought to distinguish between "the function of perception and the function of mediation of meaning" 24 . Man is a being that produces sound: what he cannot transmit through "light-colour" he does with "language". From man comes that which is restored with sound. Man is the only animal that can produce, order, and conveniently cause sounds, and only for him is it possible to establish sound rules in virtue of the flexible invention that does not know any limit 25 . Sound:
Independently of any modal determination, such as vivacity, intensity, depth, clarity, is a massive "this", endowed with an element of distance and depth […] but is something spatial, something engaging and penetrating, that is everywhere and which is not located in any one place 26 .
The vibration of sound finds its means of resonance in bodies. Rhythm moves, envelops and stirs. Plessner writes that "as a result, a series of accentuated sounds brings us, envelops us in its rhythm. Sounds "penetrate". Listening is the only manner that possesses this property" 27 . And he also affirms: "Time is not extraneous to the succession of sounds, which for example takes place with visible effects, colours and forms" 28 . In effect, we can say that each sound happens in a temporal space. Plesssner concludes his study with the following proposal:
We ought not to expect music to want to communicate "something", it should not be understood itself as a simple process to express thought in a different form than words. All great music is provided with hidden and profound dimensions. These hidden, profound designs and their own depth do nothing other than develop in the region of sound and not in an area that would be situated "beyond" 29 .
Hearing, therefore, is understood as a mediator between the manner of movement and a form of comprehension. Plessner chooses to describe it according to the laws of sound. It is our intention to place it in relationship with the perception of meaning, of the unconditional, of Mystery that can be perceived in engaging (implied) vibration, in dazzling joy, in resplendent color of sonorous vibrations of all music and of the Musical Idea.
Theology of Experience: Music as language of transcendence
Proposal for a Theology of Experience of aesthetic emotion that leads to feeling
I would like to present very briefly some of the questions that, in my opinion, can arise when one desires to treat art as a language that can be the subject of theology: What is the relationship between emotion and affectus? How does one respond to the interrelation between aesthetic experience and emotion? Can loci theologici be broadened in the name of research for a con-temporaneously relevant theological language? Can we speak of art, of music, as a "locus theologicus", as frantic expression of meaning? Can we speak of a sacramental dimension of music?
I propose as a first response the formulation of a paradigm in the form of an axiom: it is necessary to consider dynamic emotion that leads to feeling as an interpretative schema of relatedness between emotion and affectus, which presupposes a distinction between both aspects of perception, while also presuming a close relationship between the two.
Proposal of a phenomenological opening: Emotion as "locus experientiae"
The fundamental phenomenological categories that can be used for research are formulated as: implying emotions, festive emotions, emotions tending towards meaning and transcendent emotion. The interrelationship between them can be defined reciprocally as a new horizon of hermeneutical potentiality which allows future development in aesthetic-phenomenological research. The same relationship between emotion and affectus therefore remains open to new definitions.
Emotion leads to affectus, to the deepest emotion that comes from the dazzled senses, leads to an empathic emotion that is understood as experience that can be the beginning of a dynamic perception of Mystery. All this is concretized in the following axiom: emotion, not being in its self performative, is necessary in order to lead to the affectus which is always performative.
Beginning from the question of my approach, I also ask about the affectus fidei and about emotion as an element of theological reflection: can we speak of theological significance, of a theological value of the aesthetic experience, of aesthetic joy experienced as a perception of Mystery?
But concretely, from where does music (art) receive its own sacred dimension, or the capacity to provoke the aesthetic experience of the perception of Mystery? The answer is that this will be born of its own ambivalence, from its "more" that places it in the roots of culture and of theology which identify it, as Elmar Salmann points out, as "the most convenient way to invoke the name of God, in order to represent him in the midst of history" 30 .
Proposal of a musicological opening: the technical musical elements as "locus sensuum"
The relationship between feeling, transcendence and space is intimately connected to the equation music, space, and resonance. The schema of perception of space and of transcendent emotion is parallel to the perception of vibration within space and transcendent emotions. It is that which we can define space as the ambit of the sense of sight; space as sonorous area. And so, hearing and sight are marked by aesthetic perception that becomes experience. It is from what we listen to that we are led to contemplation and to vision: we are transported from immanence that vibrates empathically to emotion, to joy and to transcendence. Time, space and finitude are fundamental categories within music. These characteristics that sometimes wish to be dominated in our contemporary world -looking for a time that cannot be had, enclosing a space that one would like to have empty and also refusing a finitude that defines us as human beings -become music which leads one to the aesthetic experience of Mystery.
Theology can find in music at least three responses to the challenges that sometimes make irrelevant its own language or draw it away from the immediate reality of contemporary man. The characteristics of music that one understands as the language of transcendence are part of the answers that must be found musically and musicologically by means of a technical translation which renders them materially music.
The first response is the empathic emotion which causes music, and can be the way to the empathic understanding of Mystery, that way that theology wishes to find with its own discourse. The second is the communicability of music that is understood as the communicable language of perception, of the revelation of Mystery, which we intend to be a paradigm of contemporary research of that form which articulates our discourse, if it wants to be understandable and theologically relevant as to cause the emotions that translate into experiential comprehension, at least to the level of joy. The third response is the transcendent vision that music brings us by means of the dazzling of the senses, and can be the model of beauty that must anticipate in theological discourse that which is Unconditional, apocalyptic -in the sense of fulfilment, of exposing revelation of the Mystery that theologically one wishes to contemplate. The aesthetic experience ought to be subjective to the juxtaposition of itself and reason, in order to be able to arrive at our contemporaries by means of a theological discourse that is touching.
Proposal of a theological opening: Music as "locus theologicus" among the "loci theologici alieni"
Melchor Cano introduced into Catholic theology, and developed, the concept of "loci theologici" 31 . These have been defined as the places from whi-ch the theologian takes the principles and the elements on which he bases and develops his arguments. According to Elmar Salmann theological thought and the themes of Christian revelation entered slowly into the reign of the arts, of architecture and also of music through history. Salmann affirms: "It is time to reverse the order, to seize the same culture as locus theologicus"
32
. Contemporary theology, from diverse spheres, proposes the revision, reconsideration, revisitation, and new attention to loci theologici, beginning with an opening to the themes that shape contemporary thought and which can be the object of theological study.
I propose a reconsideration of loci theologici, broadened towards music as an element that may lead to aesthetic experience of perception as a place of study and development of theology, basing my proposal on that already formulated by Peter Hünermann in Dogmatische Prinzipienlehre 33 , where he proposes an enlargement of the loci theologici of Cano, while he deduces from the documents of Vatican II six new loci to be proposed for the work of theologians: philosophy, the world of science, culture, community, religion and history.
Theology can therefore acquire an emotive-empathic dimension, taking it from the attention given to art and to music, which may allow us to say, with authoritativeness, "God" to our contemporaries, utilizing conceptual and verbal categories proper to our time by means of which Revelation might be explained.
Conclusion
Perhaps never more than today do contemporary men and women experience the urgent need to search for a meaning of their own existence. In a certain form, in their search, they are disposed to listen, they are disposed to wonder, to be dazzled by a word about God that might bring them to (re) discover the Word of God, if this process is perceived as alive and active.
The theological-aesthetic way is not a new proposal. It is a path that is perhaps abandoned, forgotten, dusty. But only in starting it, can be found the footsteps of those who have preceded us in this street 34 . It does not surprise us to be following Saint Augustine, Hildegard, Saint Bernard, Balthasar, with regard to their study of theology 35 . Even less surprising is to find there Victoria, Schoenberg, Messiaen, Bach. In reality, they all speak the same language. Theologians try to say a word on the Ineffable and on the mystery of its communicability, on its very perception as a Mystery. At the same time, I believe that as theologians we cannot avoid metalinguistic language. In music and in its excessus, in the aesthetic perception that leads beyond verbal limits, we can find a way of communication of perception, even aesthetic perception, of the Mystery of God which reveals itself in an empathic manner and that fundamentally can begin to move towards a certain grace.
